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PREFACE

To illustrate this book, I have called upon some of the finest and most highly decorated portrait photographers in the world. Most of the photographers included in this book have been honored consistently by the country’s top professional organizations, the Professional Photographers of America (PPA) and Wedding and Portrait Photographers International (WPPI). I want to thank all of these great photographers for their participation in this book. Without them, this book would not have been possible.

In addition to the wonderful portraits you will find throughout this book, I have included technical information on lighting, posing, composition and camera technique to better appreciate the work of these master photographers. It is also my hope that these formal disciplines, while constantly undergoing reinterpretation, will survive and flourish as they have done before. While this book will not be the equivalent of years of portrait photography experience, it is my hope that you will be able to learn from these masters how the very best portrait photography is created—with style, artistry, technical excellence, and professionalism.

I would like to dedicate this second edition to Monte Zucker, who has helped me to become a better writer and editor over the years. I will be forever grateful for his unyielding patience and encouragement. When I first began this series of books for Amherst Media, it was Monte who encouraged me and paved a path to many of the finest photographers in the world. He has been a great photographer over the years, but perhaps he’s been an even better teacher and friend.


1. WHAT IS A GREAT PORTRAIT?

What is a great portrait? Or better yet, what is a portrait? One cannot truly know what a great portrait is before one understands what it is that defines a portrait. On its face, portraiture is a visual art form that describes a person’s likeness. By that definition, every snapshot would seem to be a portrait—and that is technically correct. A portrait is, at its most basic roots, a description of the likeness of a person. As you will see throughout this book, however, that is the very least a portrait will do—and a truly great portrait will go far beyond this minimum.

QUALITIES OF A GREAT PORTRAIT

More than a Likeness. Established portrait photographers understand that a portrait is much more than a likeness. A portrait should communicate something about the nature of a person. This is one of the things that separates a great portrait from a mere likeness—even a flattering one. While it is impossible to obtain a clear understanding of a person’s complex character from a single image, it is important that the portrait reflects a depth of character and conveys a story or insight about the subject’s inner self. This is the essence of fine portraiture.
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A fine portrait conveys lots of information about the person pictured. This portrait by David Williams reveals a great deal about the man in the photograph—his work habits, his intensity, his passion. The organized chaos that is his office invites a close inspection of each nook and cranny.
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Nick Earles is an author of eleven books and was selected to appear in Marcus Bell’s book The Faces of Queensland. Bell chose to picture him on a busy street with life crisscrossing around him. It’s a perfect visual vehicle for conveying the essence of a storyteller.



Marcus Bell is a well-known wedding photographer who is now becoming equally well known for his sensitively executed portraits. A consummate observer of life and people, Bell believes that every person has at least one important story to tell. Some have thousands, but he believes that even those with only a few are just as worthy to have a fine portrait made of them.

Beyond the Obvious. Photographer and author J. J. Allen thinks the definition of a portrait is psychological in nature. In his words, “It is an image that invites your imagination to reach beyond the obvious.” As an example of this, he cites the famous Philippe Halsman portrait of Sir Winston Churchill seated on the bank of a pond on his estate. Churchill’s back faces the camera, says Allen, “but at that time in history his bulk and his seemingly immovable quality described the man who was one of the world’s greatest leaders.” This inner sense of the individual is what fine portraiture is capable of conveying.

The great portraitist is one who sees things others don’t. This can obviously be said of any artist, visual or otherwise, but the portrait artist is unique in that he or she often has only seconds to plot a visual course that will reveal what he or she has seen and wants to reveal. A great portrait photographer sees a great many aspects of a person in a split second. This is perhaps the greatest gift a photographer can possess—and it is rare, even among successful portrait photographers.
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This is a casual but very structured pose, wherein the subject has turned away from the light, an unusual lighting scheme for a fine portrait. His attention is focused outside the confines of the portrait. The image is minimally propped with a small bust, a few books (no doubt classics), and a curious half of a clock. There is meaning and obscurity in the image, but it is also beautifully done in that it is an elegant study in brown tones. The portrait, titled A Classic Decision, communicates so much more than mere surface details. Photograph by Tim Kelly.



Tim Kelly, a modern-day master, says, “Watch your subjects before you capture the image. Sometimes the things they do naturally become great artistic poses.” For this reason, Kelly does not warn his clients when he is ready to start a session. “I don’t believe in faking the spontaneity of the subject’s expression,” Kelly says.

Artistic Quality. Tim Kelly’s portraits are soft, elegant, and relaxed. They have the mark of an artist who is a great observer—but also the mark of a great designer. Aside from their outer beauty, Kelly’s portraits exhibit a naturalness and spontaneity that is uncommon in posed portraits. While Kelly is a master of lighting and the other technical aspects of photography, these aspects of his image-making are rendered

subtly and are always subservient to the expression and pose of the subject, as if a code of honor exists between photographer and honored subject. In Kelly’s words, “What matters is that my rendering of the subject is the best interpretation that can be made. I think my work is artistic, but I do not consider it creative. The creation is the subject.”

Kelly, in his studio handbook, further defines his perception of the fine portrait: “An artistic portrait should command attention, make an artistic statement, or trigger an emotional response from the viewer.” He adds, “A fine art portrait transcends time. It goes far beyond the utilitarian uses of the subjects, the people portrayed.”

Enlivening. An accomplished portrait photographer is able to make a positive connection with people, time after time. The cliché of being a “people person” rings true here. More than that, however, the most successful portrait photographers are able to quickly build a good rapport with their subjects, so that much of the communication during the session happens without words. Perhaps it’s no more than empathy, but the photographer must also have a strong desire to bring the best out of his or her subjects—to make them look their finest and to bring out the best in them emotionally.

Bill McIntosh, an expert portrait photographer for more than fifty years, says that one of the keys to his success as his ability to enliven his subjects, developing an endearing and harmonious relationship. His tools of the trade are, in his words, “outrageous flattery and corn-ball humor.” He rarely stops talking and the subject is part of the revelry and good time. The expressions he manages to elicit from otherwise staid clients are oftentimes priceless.
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Bill McIntosh photographs many of his fine portraits in his subjects’ homes, which are often quite luxurious. He meets with his subjects prior to the sitting and plans the location and elements for each portrait. Bill believes that these elements are vitally important to the image, so they are carefully lit and always in razor-sharp focus. The result is an “important” portrait that the client will often purchase as a wall-size portrait in a fine, expensive frame.
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A fine portrait says as much about the photographer as it does about the subject. In this image Becky Burgin photographed a videographer in a harsh shaft of sunlight. By exposing for only the highlights, the photographer isolated only a few key elements, including the dark sunglasses. Since the light was directly overhead, it produced a kind of otherworldly lighting, vaguely reminiscent of the Hollywood glamour lighting of the 1930s and 1940s, but with a mask-like matrix of shadows on the face, further reinforcing the notion that the man is a visual artist capable of seeing more completely than others.



One of my favorite photographers is David Anthony Williams, who summed up what great portraiture is all about when speaking to a group of print judges at an international print competition. He said, “Our photography is about life. Is there a life force in the image or has the subject been there too long?” The life force he refers to is what makes us linger over an image and return to it time and again. In great portraiture, we rediscover—both individually and collectively—what it is that makes us feel alive and great, what it is that makes us all human and vulnerable, and what it is that makes us laugh and cry.

Respect for Classic Style. Bill McIntosh believes that portrait photographers of today owe a great deal to the portrait painters of the Victorian era. The reign of Queen Victoria (1837–1901) was a time when Great Britain’s global dominance and subsequent industrialization produced a large and wealthy middle class that was able to procure the trappings of wealth, like fine homes, furnishings, and art. In McIntosh’s view, “The new middle class wanted the best of everything and they could afford it. High on their list were paintings of themselves and their families. At no time in history was the portrait painter more in demand, celebrated, and financially rewarded than during the Victorian era. The Victorian painters supplied this art for their patrons and during this time the flattering portrait was perfected. The poses, lighting, storytelling scenes, and innovative uses of color and design were realized.”
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This formal portrait by Kersti Malvre is elegant and tranquil. The elegance of the subjects’ home and the formal gowns underscore the timeless nature of fine portraiture. Notice the absence of shoes, which are cleverly hidden by the photographer. Shoes date a portrait more than any other element, including hair style and clothing. The title of this portrait is Harmony in Amber and Jade.



Indeed, today’s more formal portraits are often firmly rooted in just these elements of traditional portraiture—elements that span the centuries. Like the great painted portraits of the Victorian Era, the subject is usually pictured in a somewhat serious way that enhances the formality and elegance of the portrait. These portraits also feature a high degree of coordination to produce a unified look. By coordinating the background, the clothing, the lighting, and the props (all of which must complement the skin tones), the photographer helps to establish the mood of the portrait. With these elements under control, he or she can then address the pose and the subject’s expression.

Says McIntosh, “I treat my portraits as if they are paintings. For the right client, I show them the same way painters present their finished work. I bring the completed custom-framed portrait to the home, with an easel and picture light. The framed portrait is in a red velvet bag, and at the right time I unveil it.” To McIntosh, it doesn’t matter if the subject is a movie star or stay-at-home mom, his portraits show people at their finest—in their best clothes and in a pristine setting. The subjects are idealized and regal, displaying a kind of old-world charm and formality.

Portraits as Memories. The portrait is also a means to remembering—“This is how sister Jeanne looked when she was eleven, and she still has that impish grin fifty years later!” In this way, the contemporary portrait is a sort of time capsule, holding treasured totems of a time that will someday soon be lost.
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This portrait by Martin Schembri harkens back to an era when portraits were made as charcoal drawings. Schembri created a monochromatic, grainy image of a bride and groom. The groom is almost unimportant to the image except to convey the emotion that exists for the bride. The pictures hung from the ceiling molding, the antique love seat, and the bowl of fruit on the window ledge all lend a timeless quality to the image.
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Martin Schembri believes in telling a story with each portrait. Here, the unusual landscape, rich in saturated color, holds the subject as part of its power. The unusual forward positioning of the subject conveys a sense of being on a journey, perhaps much of it already completed. Her expression adds an additional sense of uncertainty.



For this reason, portraits taken in the subjects’ homes are often especially meaningful. They define not only an environment, but also the history of the family members who lived there. For this reason, it is important that detail be vivid in home portraits; these are the things that will be treasured in years to come. If the photographer combines the historical aspects of home with an emotional rendering, then he or she will have created a portrait of great lasting value.

Storytelling. Even at its most basic level, the portrait is an ingenious storytelling device—whether it be the future of endless possibilities seen in a high school girl’s hopeful gaze, or the stoic intensity of a modern-day soldier pictured in full military dress. The portrait is so literal, yet it invites the imagination to probe and find deeper understanding and meaning.

Idealization. Most people also believe that a portrait should flatter the subject. Portraiture is, of course, a commercial endeavor, and people who pay large fees for their portraits will not be happy with images that fail to show their likeness in the most attractive and appealing way possible.

TECHNICAL QUALITIES

Expression. Expression is critical to the success of a fine portrait. In any session, there always seems to be one portrait that stands out above the rest; its high caliber is usually related to the expression. Many great portrait photographers believe the expression must be “tranquil,” so as to provide a glimpse into the subject’s mind and character. The expression should also be compelling, causing the viewer to gaze into the eyes of the subject, appreciating the uniqueness of the person and the image.

Often, the compelling nature of a portrait is related to the gaze of the subject. He or she may be looking into the camera, but is, by extension, looking out at the viewer in a way that invites both inquiry and understanding. All clichés aside, the eyes are the most interesting and alluring part of the human face, allowing the viewer to become totally absorbed in the portrait.

Attention to Detail. As important to the portrait as the expression are the details of the portrait. The nuances of pose, the blending of tones to form a cohesive palette, and a myriad of other aesthetic details contribute to the successful fine portrait. Ultimately, there must be a pleasing sense of simplicity, design, and an orderliness that has come from generations of perfecting the medium.
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David Williams’ portraits contain what he calls “a life force.” In this portrait, printed in the rich tradition of the salon style of print, a grid work of diagonals in the out of focus background contrasts with the simplicity of the subject’s pose and clothing. The rich highlight detail draws your attention to the man’s eyes, which seem to convey a deep sense of time and knowledge.
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An image doesn’t have to follow the rules to convey the sensibilities of fine portraiture. Here, neither rain nor cold can dissuade this young girl from radiating joy about her important function as a flower girl. The umbrella provides a powerful graphic element that both protects the girl and balances the off-center composition. Photograph by Mercury Megaloudis.



Photographic Technique. Creating a fine portrait also requires technical excellence in terms of lighting, posing, exposure, and a variety of other qualities. This is particularly true if the portrait is to be enlarged and framed to occupy a place of prominence in the home. These aspects will be covered in detail throughout this book.

YOUR IMAGINATION IS THE ONLY LIMIT

The most wonderful aspect of the portrait, be it contemporary or traditional, is that it can be all of these things or none of them. It can be an homage or a completely new form or approach. We never cease redefining how we see ourselves; therefore, the portrait will always be a popular and contemporary art form. Like Narcissus, we never seem to tire of seeing our own endless reflection.


2. POSING ELEMENTS

At the heart of any great portrait photographer’s body of work is a complete and thorough understanding of the traditional rules of posing. While it has become fashionable to break these, the true hallmark of finesse is knowing which rules to break and when. In any discussion of subject posing, the two critical elements are that the pose appear natural and that the person’s features be undistorted. If the pose is natural and the features look normal, then you have achieved your goal and the portrait will be pleasing to you and the subject. While every rule of posing could not possibly be followed in every portrait, these rules exist to provide a framework for portraying the human form naturally, attractively, and without distortion.
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Often a facial analysis can occur while the photographer is conversing with the subject during a consultation prior to the sitting. The subject will not even realize they are being scrutinized, but such an evaluation will offer keys to the best camera height and angle, lighting, pose, expression, and even composition. Martin Schembri created this elegant soft-focus portrait.



EVALUATING THE SUBJECT’S FACE

Before you can make any decisions about posing, it is critical to evaluate your subject’s face. Under flat light, examine the subject from straight on and gradually move to the right to examine one side of the face from an angle, and then repeat on the left side. You can do this while conversing with the person and they will feel less self-conscious. Examine the face on both sides from full face to profile. In your analysis, you are looking for a number things:


	The most flattering angle from which to photograph the person. It will usually be at the seven-eighths or three-quarters facial view, as opposed to head-on or in profile.


	A difference in eye size. Most people’s eyes are not identical in size. The eyes can be made to look the same size by positioning the smaller eye closest to the lens, so that natural perspective takes over and reduces the size of the larger eye because it is farther from the lens.


	You will notice the face’s shape and character change as you move around and to the side of your subject. Watch the cheekbones become more or less prominent from different angles. High and/or pronounced cheekbones are a flattering feature in both males and females.


	Look for features to change: a square jaw line may be softened when viewed from one angle; a round face may appear more oval-shaped and flattering from a different angle; a slim face may seem wider and healthier when viewed from head on, and so forth.


	Examine all aspects of the face in detail and determine the most pleasing angle from which to view the person. Then, through conversation, determine which expression best modifies that angle—a smile, a half-smile, no smile, head up, head down, etc.
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Robert Cavalli, best known as a master printer, is also an excellent photographer. In this image, called Those Eyes, Cavalli has isolated just the subject’s mysterious eyes to create a compelling and graphically pleasing portrait. The eyes reveal volumes about a person. In this image, a sense of mystery and intelligence is evident.



PORTRAIT LENGTHS

Decisions about how much of the subject to include in the image should be based on the appearance of the subject and the purpose of the portrait. For all portrait lengths, however, the basic rules of posing covered in this chapter will apply.

Head-and-Shoulders. The simplest type of portrait is the head-and-shoulders portrait, an image that includes the subject from the top of their head down to just below the shoulders (and occasionally down to the waist). In this type of portrait, the shoulders form the base that leads the viewer to the subject’s face.

Three-Quarter Length. A three-quarter-length portrait shows the subject from the head down to a region below the waist—usually mid-calf or mid-thigh. The area where the body passes out of the edge of the frame is of particular concern in this type of portrait.


OBSERVING THE SUBJECT

Tim Kelly is one of America’s finest portrait photographers. He observes that, “As you turn your attention to load film, you may glimpse your subject in a totally self-disclosing moment of self-revelation.” This illusive expression has become known around Kelly’s studio as the “thirteenth frame”—the one that basically got away. He now pays special attention to the moments during and after film changes or breaks in the shooting. The image of the debutante relaxing (above) was one such “candid” moment. He advises, “Watch your subjects before you capture the image. Sometimes the things they do naturally become great artistic poses.” Tim Kelly doesn’t direct the subject into a pose. Rather, he suggests that you get the subject “into the zone” of the pose by coaching their position, but let them go from there. This allows him to capture a more natural feeling in the image.
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Master photographer Tim Kelly has learned to pay attention during those lulls in the shooting, such as when changing film backs. Here, in an image entitled The Debutante, Kelly captured the perfect blend of elegance and indifference as the young lady relaxed during a break in the shooting.





To avoid creating an unnerving psychological impact on the viewer, you should never compose a portrait so that the edge of the frame falls at a joint.

Full-Length. A full-length portrait shows the subject from head to toe, usually with a fair amount of background or environment included in the portrait. In the best portraits, this background enhances the appearance of the subject, rather than distracting the viewer.

FACIAL VIEWS

There are three basic facial views in portraiture: the seven-eighths, three-quarters, and profile views. These views are used in portraits of all lengths. Regardless of which facial angle you decide to use, the subject’s shoulders should also be at an angle to the camera (see page 26).

The Seven-Eighths View. The seven-eighths view occurs when the subject is looking just slightly away from the camera. In other words, you will see just a little more of one side of the face than the other when looking through the camera. You will still see both of the subject’s ears in a seven-eighths view.

The Three-Quarters View. The three-quarters view is probably the most used and most versatile angle at which to photograph the human face. To create it, the subject is turned so that the far ear is hidden from the camera and more of one side of the face is visible. The subject must not be turned so far, however, that the nip of the nose extends beyond the line of the cheek. Also, it is important that the eye on the far side of the face be contained within the face by a small strip of skin visible along the far temple. If this strip of skin disappears from view, turn the subject’s face slightly back toward the camera.
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In this classic three-quarter-length seated pose, Heidi Mauracher created a beautiful and elegant portrait. Even though the bride’s shoulders are not turned at an angle to the camera, her body is angled beautifully and the line of the gown helps to create a well-defined triangular base to the composition. Her hands are posed elegantly and her arms are separated from her body so as not to add bulk to her form. Note that the direction of the portrait contrasts the direction of the painting above, creating a symmetrical imbalance known as tension in the portrait.



Because of its distance from the camera, the far eye will appear smaller than the near eye in the three-quarters view. Because people usually have one eye that is slightly smaller than the other, you can actually minimize this effect by positioning your subject so that the smaller eye is closest to the camera. This will make both eyes appear, perspective-wise, the same size in the photograph.

The Profile View. In the profile, the head is turned almost 90 degrees to the camera. Only one eye is visible. In posing your subject in a profile position, have him or her turn their head gradually away from the camera position just until the far eye and eyelashes disappear from view. If you cannot see the eyelashes of the far eye, then you have a good profile pose.
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This portrait is casual, but it still adheres to the basics of good posing. The shoulders are turned at an angle and the head tipped toward the far shoulder in a traditional masculine pose. The camera viewpoint is high, providing a unique perspective, and the hands are treated casually. Teenage boys should be posed naturally to relieve self-consciousness. Photograph by Deborah Lynn Ferro.



THE HEAD AND FACE

Tilting the Head. Your subject’s head should be sightly tilted in every portrait. By doing this, you slant the natural line of the person’s eyes. When the face is not tilted, the implied line of the eyes is straight and parallel to the bottom edge of the photograph, leading to a static composition. By tilting the person’s face, the implied line becomes diagonal and the pose appears more dynamic.

Masculine and Feminine Poses. While there is considerable debate over the relevance of the terms “masculine” and “feminine,” they are generally understood by portrait photographers to refer to a pose containing certain basic elements—much of it relating to the direction the subject’s head is tilted. In the masculine pose, the head and body are turned in the same direction and the head is tipped toward the low (far) shoulder. In the feminine pose, the head is turned and tipped toward the high (near) shoulder; the body is leaned forward at the waist, then tilted slightly in the opposite direction from the way the face is turned. For example, if the subject is looking to the left shoulder, the body should lean slightly to the right.
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This album page by Heidi Mauracher exemplifies the feminine pose. The bride’s head is tipped toward the near shoulder and the beautiful sloping line of the shoulders. Also, notice the beautiful hand posing; the edges of the hand are photographed and the graceful fingers are separated by a small amount of space. Notice, too, that the bride is not really resting her chin on her hand; it is an effective illusion of the pose.



The Eyes. The area of primary visual interest in the human face is the eyes. The eyes are the most expressive part of the face and if the subject is bored or uncomfortable, you will see it in their eyes.

Engaging the Eyes. The best way to keep the subject’s eyes active and alive is to engage the person in conversation. Look at the person while you are setting up and try to find a common frame of interest. Ask your subject about himself; it’s the one subject everyone is interested in talking about. If the person does not look at you when you are talking, he or she is either uncomfortable or shy. In either case, you have to work to relax your subject and encourage trust. Try a variety of conversational topics until you find one the person warms to and then pursue it. As you gain your subject’s interest, you will take his or her mind off of the portrait session.

Direction. The direction the person is looking is important. Start the portrait session by having the person look at you. Using a cable release or wireless remote with the camera tripod-mounted forces you to become the host and allows you to physically hold the subject’s attention. It is a good idea to shoot a few frames of the person looking directly into the camera, but most people will appreciate some variety. Looking into the lens for too long a time will bore your subject, as there is no personal interaction when looking into the camera. Many photographers don’t want to stray too far from the viewfinder and so they will “come up” from the viewfinder to engage the subject just prior to the moment of exposure.
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Di Fingleton is a magistrate in Australia. For his book, The Faces of Queensland, Marcus Bell chose to isolate only one eye as the basis for his portrait of her. You can see the compassion and intelligence in this portrait as effectively as if the entire face were pictured.
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A natural smile is often the key to a successful portrait. Pictured is professor Ian Frazier, who heads up the Queensland Center for Immunology and Cancer Research in Australia. Marcus Bell chose to picture him in a closed-mouth smile that seemed to be indicative of his character. This portrait reminds us that the mouth is as expressive as the eyes.



Iris Position. The colored part of the eye, the iris, should border the eyelids. In other words, there should not be much white space between the top or bottom of the iris and the eyelid. If there is a space, it should be intentional—as when creating a wide-eyed, innocent look, for example.

Pupil Size. Pupil size is also important. If working under bright lights, the pupil will be very small and the subject’s eyes will look “beady.” A way to correct this is to have your subject close their eyes for a moment just prior to the exposure. This allows the pupils to return to a normal size for the exposure.

Just the opposite can happen if you are working in subdued light; the pupil will appear too large, giving the subject a vacant look. In that case, have the subject stare momentarily at the brightest nearby light source to contract the pupil.

The Mouth. Generally, it is a good idea to shoot a variety of portraits—some smiling and some serious (or at least not smiling). People are often self-conscious about their teeth and mouths, but if you see that your subject has an attractive smile, get plenty of exposures of it.

One of the best ways to produce a natural smile is to praise your subject. Tell him or her how good they look and how much you like a certain feature of theirs. Simply saying “Smile!” will produce a lifeless, “say cheese” type of portrait. With sincerity and flattery you will get the person to smile naturally and their eyes will be engaged.

It may also be necessary to remind the subject to moisten his or her lips periodically. This makes the lips sparkle in the finished portrait, as the moisture produces tiny specular highlights on the lips.

Also, pay close attention to be sure there is no tension in the muscles around the mouth, since this will give the portrait an unnatural, posed look. Again, creating a relaxed environment is the best way to relieve tension, so talk to the person to take his or her mind off the session.


[image: ]

One of the most engaging smiles can be seen when both the mouth and the eyes smile simultaneously. The best photographers are well paid to find and isolate just such moments of pure joy. Photograph by Alisha and Brook Todd.

[image: ]

You would not think that chin height would be a crucial element in a good portrait, but it definitely is. In this appealing senior portrait by Ira Ellis, the chin height of this young man makes him appear confident but fun loving. A higher or lower chin height would not necessarily have been as appropriate with this pose.



Some people have a slight gap between their lips when they are relaxed. If you observe this, let them know about it in a friendly, non-critical way. If they forget, simply remind them. Although this gap is not disconcerting when casually observing the person in repose, when frozen in a portrait it will look unnatural to see the subject’s teeth showing through the gap.

Laugh Lines. An area of the face where problems occasionally arise is the frontalmost part of the cheek—the part of the face that creases when a person smiles. Some people have pronounced furrows that look unnaturally deep when they are photographed smiling. You should take note of this area of the face. If necessary, you may have to increase the fill-light intensity to lighten these deep shadows, or adjust your key light to be more frontal in nature (see chapter 5 for more on lighting). If the lines are severe, avoid a “big smile” type of pose altogether. (Note: In some cases, these smile creases define character. If so, the remedial lighting should be avoided in order to showcase this trait.)

Chin Height. The height of the subject’s chin will have an impact on the viewer. If the person’s chin is too high, he or she will look haughty; if it is too low, the subject will look timid or lacking in confidence.

Beyond these psychological implications, a person’s neck will look stretched and elongated if the chin is too high. The opposite is true if the chin is held too low; the person may appear to have a double chin or no neck at all.


HAIR STYLE AND MAKEUP

Appropriate hair styling and makeup are essential to an elegant portrait, but the stylist must be familiar with what works in photographs. With makeup, a little goes a long way, since the photographic process increases the contrast of a scene. Hair styles are also tricky; unless you opt for a classic look, the portrait may look dated in just a few years.


[image: ]

A Fuzzy Duenkel portrait session begins with a makeup and hair session done at the studio. Once the images are made, Fuzzy goes over them carefully in Photoshop, smoothing textures and retouching crucial areas of the face.





The solution is a medium chin height. When in doubt, ask the sitter if the pose feels natural. This is usually a good indicator of what looks natural.

ARMS AND SHOULDERS

Head-and-Shoulders Axis. In all of the above facial views, the subject’s shoulders be turned at an angle to the camera. Having the shoulders directly facing the camera makes the person look wider than he or she really is. With men, the head is generally turned in the same direction as the shoulders. With women, the head is often at a slightly different and opposing angle. (Note: The notable exception is when you want to emphasize the mass of the subject, such as when photographing an athlete, or when the person is very thin or petite. In that case, picturing them head-on will create the desired effect.)

A Sloping Line. Whether the subject is seated or standing, the line of the shoulders should not be parallel to the ground; one shoulder should be slightly higher than the other. This may be achieved in any number of ways. For instance, in a standing portrait, simply instructing the subject to place his or her weight on their back foot will create a gently sloping line in the shoulders. In a seated head-and-shoulders portrait, having the subject lean forward from the waist will create a sloping shoulder line (provided that the person is at an angle to the camera).


[image: ]

The turn of the shoulders, called the shoulder axis, creates a flattering line to the human body. The turn of the neck, called the neck axis, usually differs from that of the shoulders, and also creates a flattering line and a sense of direction in the portrait. In this lovely portrait by Rick Ferro, the posing is exquisite. The head is tipped toward the near shoulder, as is often done in a feminine pose. Note, too, the graceful elegance of the hand posing and the tranquil expression. It’s a classic portrait.



A Triangular Base. The subject’s arms should not be allowed to fall straight down from the shoulders. Instead, they should project slightly outward to provide gently sloping lines and a triangular base for the composition. This attracts the viewer’s eye up toward the subject’s face. To separate the arms from the torso, the subject can simply be asked to bend their elbows (perhaps placing their hands on their hips or in their pockets). Another way to accomplish the triangular base is with a posing table on which the far elbow can be rested. This provides a sloping line of the shoulders (see below) and creates the triangular base so vital to good composition. The posing table is usually draped with black felt or velvet and nearly invisible in the final portrait.

THE HANDS

Posing hands properly can be very difficult because, in most portraits, they are closer to the camera than the subject’s head. Thus, they appear larger. One thing that will give hands a more natural perspective is to use a longer-than-normal lens. Although holding the focus of both hands and face is more difficult with a longer focal length, the size relationship between them will appear more natural. Additionally, if the hands are slightly out of focus, it is not as crucial as when the eyes or face are soft.
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In this portrait of Alastair McLeod (a well-known chef in Brisbane, Australia), the triangular base formed by the man’s crossed arms draws the viewer’s eye upward into the face. Because of the effective pose, the subject seems strong and confident. Photographer Marcus Bell often uses a 35mm f/1.4 lens wide open in these situations so he can capture the environment. In this case, he used a small video light to put a bit of direct light onto the subject’s face.

[image: ]

This elegant bridal portrait was made by Cherie Steinberg Coté. Notice the gently sloping line of the shoulders, which creates a pleasing diagonal line. The triangular shape of the wedding veil and outstretched hand forms the base of the image, which draws the viewer’s eye up to her face. The pose is quiet and thoughtful.



One basic rule is never to photograph a subject’s hands pointing straight into the camera lens. This distorts the size and shape of the hands. Always have the hands at an angle to the lens. Another basic is to photograph the outer edge of the hand whenever possible. This gives a natural, flowing line to the hand and eliminates the distortion that occurs when the hand is photographed from the top or head-on.

The following suggestions give you a few additional elements to keep in mind as you pose your subjects’ hands.


	Always try to “break” the wrist. This means raising the wrist slightly so there is a smooth bend and gently curving line where the wrist and hand join.


	Always try to photograph the fingers with a slight separation in between them. This gives the fingers form and definition. When the fingers are close together, they look like a two-dimensional blob.


	When photographing a man’s closed hand, give him something small (like a pen cap), to wrap his fingers around. This gives roundness and dimension to the hand so that it doesn’t become a clenched fist.


	As generalizations go, it is important that the hands of a woman have grace, and the hands of a man have strength.




Hands in Group Portraits. Hands can be a problem in small groups. Despite their small size, they attract attention to themselves, particularly against dark clothing. They can be especially problematic in seated groups, where at first glance you might think there are more hands than there should be.
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Hands and groups can be a disaster, but Cherie Steinberg Coté did a masterful job of dealing with them in this interesting portrait. Cherie either hid the hands behind roses or posed them naturally.




[image: ]

Fuzzy Duenkel usually photographs seniors at their homes, using a cadre of homemade reflectors to shape the available light to suit his needs. This image shows how to handle hands in a three-quarter-length portrait. The arms are folded naturally, but not pinned close to the young man’s body. As a result they have great definition, which is obviously important in this portrait. Although the hands are not seen, they are accounted for so the pose looks completely natural.



One rule of thumb is to either show all of the hand or none of it. Don’t allow half a hand or a few fingers to show. Hide as many hands as you can behind flowers, hats, or other people. For men, have them put their hands in their pockets or “hitch” their thumb outside the pocket, which forms a nice triangle shape in the bent arm and gives recognition to the viewer that the hand is in pocket. For women, try to hide their hands in their laps or with others in the group.

Be aware of these potentially distracting elements and look for them as part of your visual inspection of the frame before you make the exposure.


[image: ]

Heidi Mauracher created this lovely full-length portrait. Both the bride and groom have their weight on their back feet and the bride’s extended front leg creates a lovely line to the gown. The groom’s extended front leg mirrors the angle of the bride’s leg and accentuates the razor-sharp crease in his pants. The composition and posing look carefree and relaxed, but each aspect has actually been carefully controlled—as was the placement of the dogs and the selection of the location.



Hands in Standing Poses. When the subject is standing for a three-quarter- or full-length portrait, the hands become a real problem.

If you are photographing a man, folding the arms across his chest produces a good, strong pose. Remember, however, to have the man turn his hands slightly, so the edge of the hand is more prominent than the top. In such a pose, have him lightly grasp his biceps—but not too hard or it will look like he is cold and trying to keep warm. Also, remember to instruct the man to bring his folded arms out from his body a little bit. This slims down the arms, which would otherwise be flattened against his body and appear larger. Remember to separate the fingers slightly.

With a standing woman, one hand on a hip and the other at her side is a good standard pose. Don’t let the free hand dangle, but rather have her twist the hand so that the edge shows to the camera. Always create a break in the wrist for a more dynamic line.

FEET AND LEGS

Feet should not point into the camera lens. They should be at an angle to the camera. Just as it is undesirable to have the hands facing the lens head-on, so it is with the feet—but even more so. Feet tend to look stumpy and large when photographed head-on.

Standing Poses. In standing poses, the weight should always be placed on the back foot, rather than being distributed evenly on both feet or, worse yet, on the front foot. There should be a slight bend in the front knee if the person is standing. This helps break up the static line of a straight leg. If the subject is wearing a dress, a bend in the front knee will also help create a better line to the dress. The back leg can remain straight, since it is less noticeable than the front leg.

Seated Poses. When the subject is sitting, a cross-legged pose is often desirable. Have the top leg facing at an angle and not aimed into the lens. When a woman is seated, it is a good idea to have her tuck the calf of the front leg in behind the back leg. This reduces the size of the calves, since the back leg, which is farther from the camera, becomes the most prominent visually. This is a pose women fall into somewhat naturally. Always have a slight space between the leg and the chair, where possible, as this will slim thighs and calves.

AVOIDING DISTORTION

As noted at the beginning of this chapter, one of the critical components of creating a flattering rendition of your subject is avoiding distortion. This can be controlled by selecting the optimal camera height and focal length.
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Sometimes, the height or angle of the camera combines with the direction the subject is turned to create a dynamic pose. In this portrait by Mauricio Donelli, the shoulders are turned to 45 degrees from the camera and the bride is gazing down so the viewer is left with a fleeting glimpse of the bride.
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In this terrific portrait by Fuzzy Duenkel, the subject area is divided roughly in half, with the lips being closer to the center of the lens/subject axis than the eyes. Coupled with the use of a 150mm focal length setting on a 70–200mm zoom lens, the perspective in this portrait is excellent. Notice that Fuzzy matched the lipstick color with that of the blossom for a truly interesting effect.

[image: ]

Expert wedding photojournalist Joe Photo created this delicate portrait by using a 135mm lens on a Nikon D1X camera. He worked at close range with a wide-open aperture for minimal depth of field. The close working distance did not alter the perspective of the face and it allowed Joe to isolate just the eyelashes for a stylish and unusual portrait.



Camera Height. When photographing people with average features, there are a few general rules that govern camera height. These rules will produce normal perspective with average people.


	For head-and-shoulders portraits of average subjects, the rule of thumb is that the camera should be at the same height as the tip of the subject’s nose. When the front of the face is parallel to the plane of the film, the camera records the image from its best perspective.


	For three-quarter-length portraits, the camera should be at a height midway between the subject’s waist and neck.


	In full-length portraits, the camera should be the same height as the subject’s waist.




In each case, the camera is at a height that divides the subject into two equal halves in the viewfinder. This is so that the features appearing above and below the lens/subject axis are at approximately the same distance from the lens, and thus recede equally for “normal” perspective.

Controlling Perspective. As the camera is raised or lowered from the height at which the subject is equally bisected, the perspective (the size relationship between parts of the photo) changes. By controlling perspective, you can alter the physical traits of your subject.

By raising the camera height in a three-quarter or full-length portrait, you enlarge the head-and-shoulder region of the subject, but slim the hips and legs. Conversely, if you lower the camera, you reduce the size of the head, and enlarge the size of the legs and thighs. Tilting the camera down when raising the camera height (or up when lowering it) increases these effects.

When you raise or lower the camera in a head-and-shoulders portrait, the effects are even more dramatic and are a prime means of disguising facial irregularities. Raising the camera height lengthens the nose, slims the chin and jaw lines, and broadens the forehead. Lowering the camera height shortens the nose, de-emphasizes the forehead, and widens the jaw, while accentuating the chin.

In each case, the closer the camera is to the subject, the more pronounced the changes in perspective will appear. If you find that there is no apparent change after you make a camera-height adjustment for a desired effect, move the camera in closer to the subject and observe the effect again.
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Long lenses produce very shallow depth of field, a technique used to perfection here by Joe Buissink. The subject of this portrait is the beautiful bride, who is isolated by zone of sharp focus. Although the groom is much softer, his admiring look is an important component of this fascinating portrait.



Focal Length. When creating head-and-shoulders portraits, using the normal focal-length lens for your camera means that you have to move close to the subject for an adequate image size. This proximity to the subject tends to exaggerate the subject’s features—the nose appears elongated, the chin often seems to jut out, and the back of the subject’s head may appear smaller than normal. To provide normal perspective without subject distortion in head-and-shoulders portraits, a short telephoto is a better choice. (Note: The normal lens can be used when creating full- or three-quarter-length portraits, as the increased working distance will minimize any distortion.)


[image: ]

Because of the potential for distortion, wide-angle lenses should be used only for an intentional effect. Here, Joe Buissink used a wide-angle effectively to reveal the emergence of a gorgeous bride from open balcony doors. The tilted camera enhances the wide-angle effect and the graceful stride of the bride.



You can also achieve good results with longer lenses—if you have the working room. A 200mm lens, for example, is a beautiful portrait lens for 35mm-format cameras. It provides very shallow depth of field and allows the background to fall completely out of focus, ensuring that the backdrop won’t distract from the subject. When used at wide apertures, this focal length provides a very shallow band of focus that can be used to accentuate just the eyes, for instance, or just the frontal planes of the subject’s face. You should avoid using extreme telephoto lenses (longer than 300mm for the 35mm format), however, for several reasons. First, the perspective becomes distorted. Depending on the working distance, the subject’s features may appear compressed, with the nose often appearing “pasted” to the subject’s face, and the ears of the subject appearing parallel to the eyes. Second, when you use such a lens, you have to work a long distance away from the subject, making communication next to impossible. You want to be close enough to the subject so that you can converse normally without shouting out posing instructions.

When making group shots, you are often forced to use a wide-angle lens. The inherent depth of field in such lenses can make it a bit difficult to adequately separate the subjects of the portrait from the background, but a wide-angle is often the only way you can fit the entire group into the shot and still maintain a decent working distance for good composition.




End of sample




    To search for additional titles please go to 

    
    http://search.overdrive.com.   


OEBPS/images/p100-2.jpg





OEBPS/images/p100-1.jpg





OEBPS/images/p108-1.jpg





OEBPS/images/p83-1.jpg





OEBPS/images/p60-2.jpg
“eamies Sacground

v

Endkground ghe

e tghe

sublea

oyt

former postions

g fitinties






OEBPS/images/p60-1.jpg
seamles background '

background g

e tghe

subect

ey g psce i) ‘

g






OEBPS/images/p104-1.jpg





OEBPS/images/p123-1.jpg





OEBPS/images/p60-5.jpg
Ceamtes background

v

Sackground lghe

oy tghe

e tghe

aubect

former postions

g otk g






OEBPS/images/p64-1.jpg





OEBPS/images/p60-4.jpg
e Sagroud

v

badkground ghe

g

aubect

T g

g N

‘ former pastion
of ke g







OEBPS/images/p41-1.jpg





OEBPS/images/p60-3.jpg
Seamles background

A

Sacground g

ey tghe
e tghe

stfect

efecor

g







OEBPS/images/p45-2.jpg





OEBPS/images/p68-2.jpg






OEBPS/images/p22-1.jpg





OEBPS/images/p68-1.jpg






OEBPS/images/p45-1.jpg
ki | LR -f'éﬁ






OEBPS/images/p87-1.jpg





OEBPS/images/p49-2.jpg





OEBPS/images/p26-1.jpg





OEBPS/images/p5-1.jpg





OEBPS/images/p49-1.jpg





OEBPS/images/p68-3.jpg





OEBPS/images/p9-1.jpg





OEBPS/images/p116-1.jpg





OEBPS/images/p116-2.jpg





OEBPS/images/p71-1.jpg





OEBPS/images/p94-1.jpg





OEBPS/images/p112-1.jpg





OEBPS/images/p90-1.jpg





OEBPS/images/p10-1.jpg





OEBPS/images/p52-1.jpg





OEBPS/images/p79-1.jpg





OEBPS/images/p94-2.jpg





OEBPS/images/p14-1.jpg





OEBPS/images/p33-1.jpg





OEBPS/images/p56-1.jpg





OEBPS/images/p98-1.jpg





OEBPS/images/p18-1.jpg





OEBPS/images/p37-1.jpg





OEBPS/images/p101-2.jpg





OEBPS/images/p101-1.jpg





OEBPS/images/p80-1.jpg





OEBPS/images/p109-1.jpg





OEBPS/images/p80-2.jpg





OEBPS/images/p80-3.jpg
oot cans badground
plcad 4 fetbehind subject Fyar mirror refiecior

man ghe (5x7-o0c Larson
sofbox piaced 7 et hgh
016 et rom sublect)

—_— pr—
b8.oot gobaylar mrrr sver retctae

blocks lgherom lens and ncresses
pparent e of main Ight)






OEBPS/images/p120-1.jpg





OEBPS/images/p120-2.jpg





OEBPS/images/p61-1.jpg





OEBPS/images/p105-1.jpg





OEBPS/images/p120-3.jpg





OEBPS/images/p42-1.jpg





OEBPS/images/p65-1.jpg





OEBPS/images/p88-1.jpg





OEBPS/images/cover.jpg
The Best of

PORTRAIT Pnorbe

rmmmmﬁmmpm

\ ....,..4

BILL HUI
Amherst Med






OEBPS/images/p42-2.jpg





OEBPS/images/p88-2.jpg





OEBPS/images/p23-1.jpg





OEBPS/images/p46-1.jpg





OEBPS/images/p69-1.jpg





OEBPS/images/p84-1.jpg





OEBPS/images/p65-2.jpg





OEBPS/images/p27-1.jpg





OEBPS/images/p4-2.jpg





OEBPS/images/p4-1.jpg





OEBPS/images/p8-1.jpg





OEBPS/images/p117-1.jpg





OEBPS/images/p91-1.jpg





OEBPS/images/p72-1.jpg





OEBPS/images/p113-1.jpg





OEBPS/images/p76-2.jpg





OEBPS/images/p99-2.jpg





OEBPS/images/p53-1.jpg





OEBPS/images/p99-1.jpg





OEBPS/images/p30-1.jpg





OEBPS/images/p11-2.jpg





OEBPS/images/p34-2.jpg





OEBPS/images/p95-1.jpg





OEBPS/images/p11-1.jpg





OEBPS/images/p57-1.jpg





OEBPS/images/p34-1.jpg





OEBPS/images/p76-1.jpg





OEBPS/images/p38-2.jpg





OEBPS/images/p15-1.jpg





OEBPS/images/p38-3.jpg





OEBPS/images/p38-1.jpg





OEBPS/images/p19-1.jpg





OEBPS/images/p102-1.jpg





OEBPS/images/p81-1.jpg





OEBPS/images/p106-1.jpg





OEBPS/images/p121-1.jpg





OEBPS/images/p121-2.jpg





OEBPS/images/p121-3.jpg





OEBPS/images/p43-1.jpg





OEBPS/images/p89-1.jpg





OEBPS/images/p62-2.jpg





OEBPS/images/p20-1.jpg





OEBPS/images/p62-1.jpg





OEBPS/images/p3-1.jpg





OEBPS/images/p47-1.jpg





OEBPS/images/p85-1.jpg





OEBPS/images/p24-1.jpg





OEBPS/images/p66-1.jpg





OEBPS/images/p28-1.jpg





OEBPS/images/p3-2.jpg





OEBPS/images/p114-1.jpg





OEBPS/images/p118-1.jpg
"‘kﬁJ(
**‘k

pEREAOMBIE






OEBPS/images/p92-1.jpg





OEBPS/images/p110-1.jpg





OEBPS/images/p50-1.jpg





OEBPS/images/p31-1.jpg





OEBPS/images/p54-1.jpg





OEBPS/images/p77-1.jpg





OEBPS/images/p50-2.jpg





OEBPS/images/p12-1.jpg





OEBPS/images/p35-1.jpg





OEBPS/images/p58-1.jpg





OEBPS/images/p96-1.jpg





OEBPS/images/p54-2.jpg





OEBPS/images/p96-2.jpg





OEBPS/images/p16-1.jpg





OEBPS/images/p39-1.jpg





OEBPS/page-template.xpgt
 

   
    
		 
    
  
     
		 
		 
    

     
		 
    

     
		 
		 
    

     
		 
    

     
		 
		 
    

     
         
             
             
             
             
             
             
        
    

  

   
     
  





OEBPS/images/p82-1.jpg





OEBPS/images/p107-1.jpg





OEBPS/images/p122-1.jpg





OEBPS/images/p122-2.jpg





OEBPS/images/p103-1.jpg





OEBPS/images/p21-1.jpg





OEBPS/images/p40-1.jpg





OEBPS/images/p63-1.jpg





OEBPS/images/p25-1.jpg





OEBPS/images/p44-1.jpg





OEBPS/images/p67-1.jpg





OEBPS/images/p86-1.jpg





OEBPS/images/p44-2.jpg





OEBPS/images/p48-3.jpg





OEBPS/images/p6-2.jpg





OEBPS/images/p6-1.jpg





OEBPS/images/p29-1.jpg





OEBPS/images/p48-1.jpg





OEBPS/images/p48-2.jpg





OEBPS/images/p115-1.jpg





OEBPS/images/p119-1.jpg





OEBPS/images/p119-2.jpg





OEBPS/images/p119-3.jpg





OEBPS/images/p70-1.jpg





OEBPS/images/p70-2.jpg





OEBPS/images/p93-1.jpg





OEBPS/images/p111-1.jpg





OEBPS/images/p32-1.jpg





OEBPS/images/p78-1.jpg





OEBPS/images/p51-2.jpg





OEBPS/images/p51-1.jpg





OEBPS/images/p36-1.jpg





OEBPS/images/p74-1.jpg





OEBPS/images/p13-2.jpg





OEBPS/images/p55-2.jpg





OEBPS/images/p13-1.jpg





OEBPS/images/p55-1.jpg





OEBPS/images/p97-1.jpg





OEBPS/images/p17-1.jpg





OEBPS/images/p59-1.jpg





